The fifteenth century knew one of the most intriguing figures in the history of Hebrew manuscript painting: Joel ben Simeon, who sometimes used the surname 'Feibush'. Joel signed several manuscripts as scribe, but what is unusual is that he also left signatures, that note explicitly that he illustrated books that he had a part in producing. Clearly, he must have been a man of well-defined professional identity. Moreover, he left a sufficient trace for modern scholars to attempt a reconstruction of his professional biography, which can rarely be done for medieval craftsmen, most of whom remain anonymous to the modern reader and viewer.
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In 1454, while residing in Italy, Joel noted in the colophon of a haggadah, now in New York, 2 that he was from Cologne, so he must have been but a small child when he experienced the expulsion of the Jews from that town in October 1424. In the colophon of a prayer book dated 1449, now in Parma, 3 he noted that he originated from Bonn. It is thus possible that after the expulsion from Cologne he spent some time in nearby Bonn, and that it was there that he took his first steps into the profession. 4 Two haggadot scribed by him survive from that period; 5 from the colophons we know that he wrote both of them, 6 and we assume that he also executed the drawings. Unfortunately, most of the pages in both of these manuscripts were badly cropped, so our knowledge of his artistic work from this period is limited. Around the middle of the century, Joel moved to northern Italy, where he would spend most of his professional life. 8 Only a few of his Italian colophons mention places, and it is quite clear that he did not settle anywhere for long, but rather continued to move from city to city seeking a livelihood. From the sharp change in style observable in his subsequent work, it seems plausible that he must have had some artistic training after he arrived in Italy. From that period on his figures are securely drawn, realistically proportioned, and display delicate facial traits. They are dressed in the fashion of early modern Italy, wearing short colourful coats or long luxurious mantles, elaborate headgear, and berets or pointed hats. His approach to perspective reflects the trend in Italian art, even though issues of perspective never played the same role as they did in Italian (manuscript) painting. A love for realistic detail can be observed in his work from that period on. Among his early Italian books from the 1450s, we find a haggadah, now in Parma ( fig. 1 ), 9 and another one, known as the Rothschild Haggadah, which is now housed in Jerusalem ( fig. 3 ). 10 In both haggadot the shift to a rather elegant figure style is notable in comparison to the cruder earlier work produced prior to 1450 in southern Germany. Later Joel would return to Germany at least twice and take part in tradition of haggadah illustration image the third and the fourth sons as men whose ignorance is underscored visually in different ways.
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In most of his haggadot, Joel depicted this ignorance by picturing a jester. He might even have been the inventor of this iconography, but in any case it is quite clear that his work was instrumental in making it very popular in later generations. there is no God'. Originally, this insipiens, as the blasphemous was referred to in Latin, was shown with the typical attributes of a mentally impaired individual: bald, in ragged clothes often revealing much of his body, and carrying a club. His body language usually suggests irrational behaviour and his facial expression reflects a lack of intelligence. In the fourteenth century, however, and even more so in the fifteenth, the jester was chosen as an iconographic representation for blasphemy. Joel must thus have been familiar with both insipiens traditions and used variations of them to image both the simple son and the negligent one.
The Parma vagabond is also physically impaired and suffers from goitres, a disease that was closely linked to dwarfism and hunchback. In the London Haggadah 
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jester's costume that is ragged and torn; his facial expression makes him appear particularly stupid, his grinning face looking in the mirror. As the Parma vagabond, the London jester also suffers from goitres. In both the Rothschild and the Washington Haggadot, a similar goitrous figure, barefoot in a torn hooded costume, is roasting the Passover lamb (figs. 3 and 4). In the Rothschild Haggadah the image is of a whole lamb and thus refers to the biblical sacrifice, whereas the parallel in the Washington
Haggadah shows only a large piece of meat -the ribs of a lamb -and thus merely represents the meat for the meal. As it illustrates the piyyut "dayyenu," it is a reminder that it is time to get the meal ready for the table. In both images the ragged vagabond is seated on the ground, one hand turning the spit with the lamb over the fire -no doubt a lengthy and tiresome process -his other hand holding a glass of wine, a bottle standing next to him for refilling the glass. In the Washington Haggadah he appears next to two elegantly dressed women busying themselves with the preparation of the Passover meal, who peek somewhat arrogantly toward his part of the page. Perhaps, as the gesture of one of the women suggests, they are offering him some food or broth.
The text of the haggadah opens with the following words: "Here is the bread of distress which our ancestors ate in the land of Egypt. Let anyone who is hungry come and eat. Let anyone who wishes come and participate in the Passover. Today we are
here; next year, in the Land of Israel. Today we are slaves; next year, we shall be free men." 20 Joel's figures bear several features that indicate that, apart from depicting the third or the fourth son, they were also meant to represent those "who are hungry," those 9 who are invited to come and eat. 21 The ragged, homeless vagabond was perhaps asked to take on the tiresome job of turning the spit.
The fact that four of Joel's figures, the London jester, the Parma vagabond, and the two men roasting the meat in the Rothschild and the Washington Haggadot all are pictured as suffering from goitres, clearly indicated in the neck area, calls for some attention. The recurrence of this motif suggests that it was not simply a realistic detail, but rather that it also served as an iconographic sign of poverty and a vagabond life on the margins of society.
A goitre, which is an enlargement of the thyroid gland usually appearing as a heavy swelling of the neck, is a symptom of the iodine-deficient drinking water and salt typical in alpine areas far from the sea. The disease of the goitre is thus specifically associated with alpine populations and was widespread in those areas until the goitre prophylaxis -addition of iodine to the drinking water and iodisation of salt -was introduced in the 1920s. 22 The goitres affected primarily several regions in Switzerland, fig. 6 ), again, somewhat recalling not only the iconography of the insipiens, but also both the fool in the London codex ( fig. 2) and the vagabond in the Parma Haggadah ( fig. 1 ). We have seen that in medieval iconography the fool's club and the bald-head are, indeed, associated not only with lack of intelligence and knowledge, but also with blasphemy. In the copy of Der naturen bloeme, finally, these characteristics were associated with suffering from the goitres.
These miniatures, produced in the Netherlands, where the disease was unknown, were not drawn from nature, but communicated some sort of stereotype about goitrous individuals, apparently because of the close association between goitres and cretinism.
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In some sources from the late Middle Ages, finally, the disease is understood as a punishment for sin. Different from the fabulous monsters of the East, with whom they were listed, those alpine Europeans who suffered from goitres were actually encountered by travellers, pilgrims, and migrants, in particular those who travelled through "outermost Burgundy" on their way from the Upper Rhine region, via modern Switzerland into
Italy. There, we have seen, goitres were more widespread than anywhere else. These realistically encountered goitrous in the Alps were neither fantastic monsters believed to inhabit remote worlds nor were they non-Christian enemies. Counting them together with the monstrous races, then, put them at a borderline between the foreign and the familiar, between the monstrous and the marginal, between the fabulous and the realistic. How those suffering from this abnormal distortion of the body perceived themselves and how they were approached in society was recently given some thought by G. Droin, who points at the "painful traces" the pathology of the goitre left "in the collective imagination of the Alpine people." 46 In the minds of the readers of the abovementioned encyclopaedias these individuals were linked in one way or another with the monstrous races, with all the ambiguity this definition implied in the thirteenth and fourteenth centuries. This would remain a common perception until the late fifteenth and the early sixteenth century when the notion of the monstrous races began to disappear from encyclopaedic works and chronicles. Joel, whose artistic profession allowed him to be, so to speak, "at home" in both Jewish and Christian culture on both sides of the Alps, had some notion of these traditions.
Apart from common knowledge about goitres there was, finally, also an iconographic tradition harking back to the early thirteenth century that Joel could look back on. Since the beginnings of this tradition and apparently in correspondence with the general perception that goitrous people were stupid and monstrous, the depiction of goitres was linked with grotesque expressions, attributes of foolishness, and signs of misery. fig. 8 ). 61 These representations had their roots in the earlier, medieval tradition that linked the goitres with the monstrous races and, in particular, those views that perceived of the disease as a punishment for sinful acts. It is interesting to note, however, that the goitre as sign of wickedness appears exclusively in those areas where the disease was found and never turned into a universally accepted iconographic characteristic. 62 We have seen that the medieval notion of monstrosity was not clear-cut and that as early as the thirteenth century Jacques de Vitry expressed some degree of "cultural 61
For details and more reproductions, see Merke, Endemic Goitres and Cretinism, No reference to goiters is given, e.g., in Mellinkoff, Outcasts, dealing extensively with the different types of physical distortion that were common in late medieval Christian iconography.
The transition between these two mentalities was not sudden and they could also overlap. Since the late fifteenth century realistic images of goitrous not intended to emphasize wickedness appear in imagery also to the north of the Alps. where one of the shepherds is shown with a goitre to indicate low social status rather than wickedness; from the same workshop, however, we find a goitrous torturer in a depiction of the Flagellation reminiscent of the earlier tradition of wicked goitrous; Ferris, 'The Many
Reasons ', pp. 389-90, fig. 7. 68 For more examples of Joel observing the environment realistically, see Kogman-Appel in
The Washington Haggadah.
